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Introduction

Part Two: Reading Music should be used concurrently with Part One: Technique. The
music in this book is written to conform to a gradual development of both technique and
reading music. Since counting rhythms is often the main weakness among students, this
aspect of development is emphasized.

Each solo and duet are credited with the initials of its composer: “A.H.” for Alan
Hirsh, and “A.S.” for Aaron Shearer. Joint efforts are marked with “5-H.”

Left-hand fingering numbers are generally placed to the left of the note head —
slightly above the treble part, slightly below the bass part, and level with notes which
appear within a chord. One exception is when the finger is to be held down while
succeeding notes are played (indicated 1-, 2-, etc.), or when it must glide up the string
(1.-) or down (1) to form a succeeding note. In these cases, it seems more appropriate
to place the fingering number to the right of the note head.

Generally, fingering is kept to a minimum. Students should learn to read notes
rather than fingering symbols. Further, students should learn to work out fingerings on
their own — particularly in passages where there’s only one practical fingering — and
they should be encouraged to write their fingerings in the music.

Because of its gradual approach, Part Two is limited to basic training in the first
positionof the fingerboard. Higher positionsand advanced techniques (barring, harmonics,
vibrato, pizzicato, etc.), will be covered in future volumes of this series.

Alan Hirsh, guitarist and composer, was born in 1955 in Tucson, Arizona.
He earned his bachelor’s degree from the University of Arizona, where he studied
composition with Robert Muczynski. He then earned his master’s degree from the
Peabody Conservatory of Music, where he studied with Vladimir Ussachevsky
and Jean Eichelberger Ivey.

His solo and ensemble works for the guitar have been performed through-
out the United States and abroad. He received the ASCAP Raymond Hubbel
Award in 1979 and 1984, and the Otto Ortman Award from the Peabody
Conservatory in 1982 and 1983.

Mr. Hirsh currently lives in Des Plaines, Illinois, where he works as music
director at Lake Forest Academy. He is also completing his doctoral studies
through the Peabody Conservatory.
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Music and the Guitar

Learning the guitar and learning to read music are closely linked — neither can
stand alone. Your progress in learning to play the guitar and your confidence as a
performer will be directly related to your ability to read music.

You can best learn to securely read music through a gradual approach. You'll
begin by acquiring a basic understanding of what music is and how it affects us.

The Five Basic Materials of Music

We're all aware that everyday sounds influence us powerfully. Pleasant, quiet
sounds are soothing — sudden, raucous noises are disturbing. Music affects us similarly.
Soft and regular sounds, gently rising or falling pitches, and consonant harmonies are
calming — harsh and irregular sounds, sudden large skips of pitch, and dissonant
harmonies are exciting. By mixing and contrasting these qualities, composers evoke a
wide variety of emotional responses.

There are five basic materials of music:

Rhythm is the organization of sounds in time. Differences in the durations of
sounds and in their frequency and regularity form rhythmic groups or figures. Irregular
rhythms and rapid tempos create movement and activity — regular rhythms and slower
tempos createrest and tranquility. The interaction of contrasting rhythms gives musicits
rhythmic vitality. Further, a composition’s expressive character is powerfully influenced
by rhythmic contrasts.

Melody is a musically coherent succession of single tones.' Generally, melody is
the mostimportant element of a composition —it's the part we most often remember and
whistle or hum.

Harmony is the blending of two or moretones, as ina chord, arpeggio, or when the
melody is accompanied by one or more parts. Harmonies can be consonant and restful,
or dissonant and active. Interplay between consonance and dissonance gives music its

harmonic contrast.

Dynamics refers to the relative loudness or softness of music. Dynamics strongly
influence the effect of music on the listener. Depending on its loudness or softness, and
how sudden or gradual are its dynamic changes, a musical passage can convey either
excitement or tranquility.

Throughout this book, “tone” refers to an actual sound; “note” refers to the written representation of
a sound.



Timbre (French, pronounced “tam-bur”) is tone color and refers to the various
qualities of musical sound. For example, a note played on a violin sounds different from
the same note played on a trumpet — the difference is in the timbre. Depending on its
timbre, a sound may be beautiful and appealing or harsh and unpleasant. In the hands
of an accomplished player, the guitar has a particularly broad range of timbres —
terms like “mellow,” “warm,” “thin,” and “metallic” are often used to describe these
various timbres.

o ] L) L) [ L (-]

Although these basic materials have been defined separately, each is influenced
by the others. For example, your response to a melody is not only influenced by the
melody’s pitch and rhythms, but also by its accompanying harmonies, by its loudness or
softness, and by its brightness or warmth of timbre.
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Learning to Read Music

Now is the most important time in your training as a musician. The habits of
thought and movement you're about to build will influence every aspect of your later
development, including your ability to perform for others. Depending on how youstudy,
you'll learn either habits of security and confidence or habits of insecurity and confusion.
Careful study will bring you progress and success — careless study will bring you
difficulty and disappointment.

You can build strong habits of security and confidence from the beginning as you
learn to read and play music. Always apply the following guidelines as you work with
this book:
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To read and play music fluently, you must learn to react automatically to both

thythm and pitch notation. You'll begin with rhythm.

Rhythmic groups or figures are centered on pulsations of sound called beats. Each
beat is either strong or weak, depending on its relative stress. You can feel the relation-
ship of strong and weak beats by counting steadily in the following manner: 15141
2.7 etc. Notice that you tend to stress the count of 1 — this is the strong beat; 2 is the weak
beat. Now count aloud the following: “1,2,3,1,2,3,1,2,3,” etc. Again, notice that you

tend to stress the count of 1 — this is the strong beat; 2 and 3 are the weak beats.

Rhythm




As you count, notice that these combinations of strong and weak beats tend to
form groups of either twos or threes. In musical notation, these groups are marked off by
bar lines which form measures:

Ex. 1

Directing the Beat

Most of us respond naturally to music which has a strong beat. We tend to nod or
tap our feet in time with the beat. But although our response as listeners is automatic,
creating a dependable beat as a performer requires considerable training,.

Counting the beataloud is an essential first step toward establishing a secure habit
of counting. By itself, however, counting aloud isn’t enough — you need to feel the beat
through larger and more distinct movemen ts. You can accomplish this with large and
well-defined movements of your right arm. This is called directing the beat, and it's done

in the following manner:

O Relax your right upper arm, letting it rest at your side.

O With your hand half closed, rest your thumb against your
index finger.

O Bend your elbow sharply, so that your forearm is angled
comfortably upward and your hand is in front of your
shoulder. This is the starting position.

0 Swing your forearm downtoa horizontal position and stop
sharply. This stop defines the instant of the beat.

O Swing your forearm up to the starting position and stop
sharply. This stop evenly divides the time between beats.
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As you carry out Ex. 2, your down-up movements (indicated by the arrows)
should be precise and quick enough to allow a slight pause between each movement. This
gives you a clear and strong feeling of the beat. Count aloud as you practice directing the
following beats and divisions:

Ex. 2

|1&2&|1&2&|1&2&‘m¢.
TR T TR ST

|1&2&3&|1&2&3&|etc.
Tt LT lT LT LT

Rhythm Notation

Inmusic notation, a tone is represented by a note. A silenceis represented by a rest.
The duration of a note or rest is called its value. The following values are represented by
the notes and rests indicated:

Quarter value: Both J and r are quarter notes; } is a quarter rest.

Eighth value: Both ,h and ﬁ are eighth notes; ¥ is an eighth rest.

The eighth value is exactly half of one quarter value. Thus, ,D J’ equals J, and
7 7 equals }.When two eighth notes appear in succession, they’re often beamed

together: n or U

Meter and Time Signature

The beat provides music with a constant pulse. Meter (sometimes spelled “metre”)
is the number of beats in a measure. The time signature indicates both the meter and the
note value which defines one beat. The upper number indicates the number of beats per
measure — the lower number indicates the note value which represents one beat.

The following are commonly found time signatures:
i : two beats to the measure; the quarter value defines the beat.
3 . three beats to the measure; the quarter value defines the beat.

4
: : four beats to the measure; the quarter value defines the beat.



Musicians often refer to i as duple meter, g as triple meter, and : as quadruple
meter.

Since duple meter is the easiest to count, you'll begin with i . Practice Ex. 3 slowly
enough to avoid confusion and error. Keep your arm movements crisp, even, and steady
as you direct the beat. First count aloud: “1 & 2 &,” etc. Then keep a steady countin your
mind and say “tah” (T) for the full duration of each note.

First: 1 & 2 & 1 & 2 & etc.

Then: T T T T etc.

AN =l - =

Direct: L T 1 T LT 1l T etc.
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The ability to maintain a steady beat is extremely important. Try to develop a strong
sense of rhythmic accuracy and steadiness. No one is born with this ability — you must
acquire it through careful training,.

Using the Metronome

The metronome, calibrated in clicks per minute, is invaluable for developing the
ability to maintain a steady beat. In a musical score, the metronome is usually indicated
as “M.M.”

As you practice Exs. 4 — 8, set the metronome for one click per eighth note — one
click for each 4 , and one click for each T . Choose a slow tempo at first, one which allows
you to practice confidently and without error (approximately M.M. J‘) = 80). As you gain
security, gradually increase the tempo until you can do the exercises at MM. ) =120.

After you've achieved this, reset the metronome to 60 (or even slower if necessary)
and practice one quarter note J (1 T)or two eighth notes J g (I T) per click. Strongly
emphasize the | of “1” and “2.” Gradually increase the tempo as you gain confidence.
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Always remember, you can’t learn accuracy by allowing confusion and error
to creep into your practice. If you start making errors, or even feel that you might

make errors, choose a slower tempo.

First practice counting and directing the entire exercise. Then use “tah” for the
notes and count the rests.

Ex. 4

First: “1 & 2 & 1 & 2 &" etc.
Then: “1 & T T T 7T 1 & T T etc
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Ex. 5, with J (Quarter Rests)
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Ex. 6, with Notes Beginning on the Second Half ( T ) of the Beat
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-DT‘hiJ—JiﬂJ’Ti".ﬁJ—l—D—J""iJ—J""i

Composers generally use symbols as economically as possible. Thus, § is almost
always used in place of 7 .
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Although so far you've encountered only eighth notes beamed together in twos
J . eighth notes can also be beamed together in threes JJ ] and fours T d :

JJD"J)lJ 7 iJ—‘hTi

Are you making errors as you practice these exercises? Are you confused and hesi-
tating? If so, slow down and practice the troublesome measures separately. When you've
clarified and solved the problems, gradually increase the tempo.

4 Iv "B,

T ¥
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Now is the time to acquire habits of accuracy, continuity, and confidence. By
establishing these habits from the beginning, you're building a secure basis for reading

and expressively playing music.

Directing the Beat with Your Foot

Directing the beat with your right arm is beneficial for studying music, but you
obviously can’t do this when you're playing the guitar. Thus, you must learn to carry out
a similar down-up movement with your foot.

Proceed as follows, using whichever foot feels more comfortable as you play:

O Begin by comfortably lifting only the ball of your foot — don't
lift the heel. Then, directing the beat with your arm, move
your footdown and up along with the movement of your arm.
Remember, both the down and up movements are equally
important, and they must be as precise with your foot as they
are with your arm.

O Repeat Exs. 4 — 8, directing the beat with both your arm and
your foot.

[ When you feel confident with the preceding steps, repeat
Exs. 4 — 8, directing the beat with only your foot.

Pitch Notation

The five lines and four spaces which form the musical staff are the basis of pitch
notation. Pitches above and below the staff are indicated with short lines called ledger
lines. Ledger lines also form additional spaces above and below the staff.

Each line and space represents one of the seven letters of the musical alphabet: A,
B,C, D, E, F, G. These letters correspond to the following solfege’ syllables: La, Ti, Do, Re,
Mi, Fa, So.

The treble clef appears at the beginning of the staff. Its scroll curls around the
second line (G) — thus, this clef is also often called the G clef.

*French, pronounced “sol-feige” as in "beige.”
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added spaces

A gradual, s -step approach is the to learning solfege easily and se-
curely. Ign using thﬁp-b:gk, t:c?u'l{]liam the S}rllablizsyand their locations on both the staff
and the guitar. Also, since the use of letter names is so firmly established (especially in the
English-speaking world), you should learn to identify each note by both its letter name
and solfege syllable.’

If you're an experienced guitarist and already read music, see pp. 209 - 211 for an explanation of solfege.
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Beginning to Read
and Play Music

make sure that your guitar is accurately tuned (see Part One,

Before you begin,
pp. x - xii). Also, carefully review the following points of technique:
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A string which isn’t being held against a fret

The Open Third and Fourth Strings

is called an open string. The open

third-string note is G (So). The open fourth-string note is D (Re). They're notated on the

staff as follows:

(2nd

%
O = i
G D
(So) (Re)
line of the staff) (1st added space below the staff)

Using p, practice the following examples. Play slowly at first, keeping the correct

hand position and movements.

Then gradually quicken the tempo.

Ex. %9a
4 : f - ' : .
: ) : - _— ~
. - - - etlc.
)

Ex. 9b

I T 1 1 1 L |

: - 1 1 t 1 —  etc.
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Ex. 10

Now begin sounding alternate strings (Ex. 10). Again, start slowly, and continually
check p to ensure that your position and movements are accurate. Then close your eyes
and continue playing. Visualize the string and your movements — aim to see a clear
image in your mind’s eye as you sound the strings. Continue until you can confidently
sound both strings without watching p.

ESS

.l
bl

.

The Pre-Reading Procedure

You'll build secure habits of accuracy and confidence only through secure under-
standing. Your muscles can do only what your mind tells them to do, so you must have
a clear direction before beginning to play. Thus, to progress quickly and avoid confu-
sion and error, you must understand the music and know where the notes are found on
the guitar.

Pre-reading is a systematic way to eliminate confusion before you attempt to
play music.

Pre-reading is also an efficient and effective approach to developing secure and
fluent sightreading. By solving problems before you actually play, you're doing essen-
tially what proficient readers do at sight. The differenceis in how quickly you doit: well-
trained sightreaders read ahead and solve problems as they play — since you're still de-
veloping your reading ability, you'll solve problems more slowly and deliberately. By
working in this manner, you'll build habits which will enable you to sightread with
accuracy and confidence.

Pre-reading involves visualization, and visualization is the key to minimizing
confusion and error. Visualization means reading the music away from the guitar —
seeing the music unfold under your fingers as though you were actually playing it. The
purpose of visualization is to ensure that you clearly understand the music before you
attempt to play it.

The Pre-Reading Procedure is carried out in two steps — without the guitar.

R R, 7 R S T e R e
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~ .Step One: Clarify the Rhythms

~_«Step One: Clarify the Rhythms
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 Using a metronome, set the tempo as Slow as necessary
avoid confusion and error. Go through the entire plece at
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Are you having trouble with any of the rhythms? If you are, isolate each problem-
atic rhythm and practice until you can doit accurately. Then practice the entire piece —
first counting, then vocalizing each value —un til you're secure. If you have no problems

with the rhythms, go on to Step Two.

B R T s S S S
S mg*éh.,”* IO e
. Step Two: ‘Each Note and Visualize It on
i e G S o et e e
SR i e e A B i
" S e e S S R R SR
b i e e Home b Gt
i S i e e e SR i
i i shml ol e i i e e e Gt
e a e e e i e e
?-,ogwﬁ‘@*& e e E e S e e e
o , sing the syllable for each
. sing the solfege syllable for each
. ot .

note — If you haven't acquired the ability to sing correct pitches at |
sight, say the syllables. Aim to clearly see In your mind's eye the
m'@mﬂ@@tf&i onthe gultar. (Hereafter, “solfege” will always
refer to the act of singing or saying solfege syllables) . i

The importance of the Pre-Reading Procedure can’t be overemphasized —it's the
fastest and most secure way to learn to read and play music. Always carry out this

procedure until you can do each step fluently and easily.

Duets for Study

The following duets will give you practice with basic rhythms and pitches. The
upper part is for you, and the lower part is for your teacher or an experienced guitarist.
Always thoroughly practice your part before playing it with another guitarist.

Carefully follow the Pre-Reading Procedure before you begin to play each duet.

When you begin to play, continue directing the beat with your foot, and solfege each
note as you play. If rhythm is a problem, count aloud as you play. Practice with the
metronome, and go as slowly as necessary for accuracy. Practice each duet until you can

play it accurately and confidently at about MM./ = 63.

CAUTION: When playing any music for the first time, always begin at a slow enough
tempo to avoid confusion and error! You should regard each metronome setting in this book

as a goal to be achieved through careful pre-reading and practice.

Each of these duets ends with a dotted double bar ( ll ); this means that the piece
is to be repeated once.
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Duet No. 1
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So-Re Five

Duet No. 5 S-H
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To the Teacher: Although string damping to observe rests and avoid dissonant
overlapping of tones is an essential technique, no book can determine exactly when
students should begin learning the various damping techniques. Students vary in their
ability to handle string damping during their early development. Only you can deter-

mine when an individual student is ready. (For information on string damping, see
PP 206 — 208).

The Open Second String

The open second string is B (Ti), as indicated on this staff: E
B

(i)

Ex. 11 uses all three of the open strings which you've studied so far. Again, start
slowly, and continually check p to ensure that your position and movements are accu-
rate. Then close your eyes and continue playing while visualizing the strings and
your movements.
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Learn to avoid confusion and error. Always use the Pre-Reading Procedure before
playing the following pieces. Also, continue to use the metronome during your practice.

Bugler's Tune

S T T T T T T AR R RERE RE OAE OWF NF ONF R W W W Wy W O W W O W W W W) W o W) -ﬂ'-l.l'"'hﬂ"'-ﬂ'JI*JJ"JJT'J-TJFHH

Solo No. 1
M.M. J: 56
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Melody
Duet No. 6
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Rest and Play |

Duet No. 7
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Note Values Longer than the Beat

Until now, you've only encountered values which equal one beat ( Jor Y)orahalf
beat ( J‘: or ¥ ). But when the note value is longer than one beat, only the first beat of the
note is clearly defined — the remaining beats must be clear in your mind as you count.

You'll begin with the simplest of longer values: the half value. The half note J or
half rest _= equals two beats, two quarter values, or four eighth values.

Count aloud while playing the following example:

Ex. 12

1&2& efc.

] |

==

o

i
| 180
L 1RE
L 188
| 1R
L 1R
Sl

LTIl T ete.

Different Endings of a Piece

Duet No. 8 introduces an important element of music notation: a first ending and a
second ending. Each ending is identified by a bracket and the appropriate number —
either 1. or 2. The first ending is played before repeating the piece (as indicated by the
dotted double bar). After playing the piece a second time, you skip the first ending and
play only the second ending.

In measure 9 of Duet No. 8, you’'ll encounter the whole-measure rest = . For
convenience, composers traditionally use this symbol to indicate a full measure of silence
— regardless of the time signature.’

tAnother use of this symbol is explained on p. 27.

< IRUE L CIRINEIE RIS AOR LI T (NS (O (U0 (6 (O (S /S (10 /s (A A A (IS O CINE O LI LN LI COL A U (O 1 O I [ (O O L (I (O U
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Duet No. 8

Rest and Play I
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Notes on the Fingerboard

Before proceeding, carefully review “Beginning Left-Hand Training,” Part One,
pp. 43-48. You should also review the following notational symbols (see Part One, p. 29):

Circled numbers, @ @ @ @ (5) (6), indicate strings.

Uncircled numbers, 1,2, 3, 4, indicate left-hand fingers. A zero indicates that no left-
hand finger is used.

Roman numerals, I through XIX, indicate frets.

A (La) on ®)

Form the note A by pressing @ (third string) against II (second fret) with 2 (left-
hand finger). Keep your fingertip very close to the fret.

A
I
v A
(La)

Visualizing Notes on the Fingerboard

To learn the notes on the fingerboard, begin by watching the fingerboard and your
finger positions as you play. Solfege each note. Then close your eyes and continue to
solfege and play. Visualize your finger movements as you play — aim to see each
movement in your mind’s eye.

Repeat each of the figures in the following example until you can play them
accurately and confidently.

Ex. 13

o
o
2]
=1

F.
zﬁ
Ul

Until now, you've visualized only open strings during the Pre-Reading Procedure
(seep. 12). The introduction of A (La) on II, however, requires you to domore than simply
visualize the string. Thus, you now need to include a third step in the Pre-Reading

Procedure:

.

!
-
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.Step Three: Visualize LeftHand Movements
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~_a) Positively determine the string, fret, and the left-hand
P e

e
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© b)Solfegein correct thythm as you direct the beat, visualizing.

~ each finger as though i's actually depressing the string
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Using the three-step Pre-Reading Procedure, practice the following example:

4
2

Remember, your hands are directed by your mind. It's essential that you carry out

the Pre-Reading procedure before practicing any new music. You'll

progress rapidly only if

you thoroughly understand the music and how to play it. Acquire habits of accuracy and

confidence. Avoid confusion and error!
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Dance of Four

Solo No. 2 S-H
MM. o= 60
fi T '_“—|I= I _1-#-- 1 r!_ 1
B 1 I 1 ! P~ —— _—F—l
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C (Do) and D (Re) on (2

. C,1on(@) at! D,30on(2) atll
LF i o O
y (Do) (Re)

NOTE: If you can’t comfortably reach D with 3, use 4.
Carefully practice each figure in the following example. When D (Re) follows C

(Do), as in figures b. and d., gently hold 1 against the string as you form D with 3. This
gives an added sense of security for your left hand.

Ex. 15

a b. c. d.

TESST=Si=TTe=me——t—

Have you thoroughly carried out the Pre-Reading Procedure? Have you clearly
visualized the fingering as you played? Are you accurately and confidently solfeging
each note? Don’t rush through these examples — strive to understand the material as

thoroughly as possible.

T e
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Dance of Six
X MM. o= 69 —
ss==msreeo—ro=mcr————r-——"C
0] - ]
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4/4 Time and the Whole Value

The whole note o and the wholerest = each equal two half values, or four quarter
values, or eight eighth values. Thus, with 4 representing one beat, whole notes and rests
are counted as follows:

1&2 &3 &4

1&2&34&4

O T1TLT4T

etc.

Since whole notes and rests require measures of at least four beats, you're now
ready to practice the 4/4 time signature:

Ex. 16

0
alll

=




Duet No. 11
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4/4 time is so common in music that it's often called common time. Thus,
composers often indicate 4/4 time witha € .

The Weaver

Duet No. 12 in
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Solo No. 4 requires you to skip from @ to (@) with p. This upward skip should
present little trouble, since p naturally moves in this direction after sounding a lower

string

Dance of the Upward Skip

Solo No. 4 S-H
MM, o= 112
e S— p— 1 — | : : 1
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2/2: Alla Breve

Although so far only the quarter value has been used to indicate the beat, the half
value is also often used. The 2/2 time signature indicates that there are two half values
to a measure and each half value receives one beat. This time signature is called alla breve
(pronounced either “ah-lah brev” or “ah-lah brev-vay”). Less formally, 2/2 is also called
cut time (common time cut in half), and is usually indicated with a .g

When you direct the beat for cut time, | and T each defines one quarter value.

Ex. 17
1 & 2 & 1 & 2 & etc.
& —_——— = o —— - o e
;] T 4 71 1 T 1l T oete
5 ' { t t 1
& = — 5 =
O]
£ i 1 ' | i t t i 1
u 1 1 1 - _dl 1 | L 1 I = &_ S ﬂ

Notice that, when you maintain the same pace while directing the beat for both ¢
and € , cut time halves the actual duration of all notes and rests. This results in a tempo
that's twice as fast as common time. Thus, in spite of its longer note values, music in cut
time can move rather quickly.

Duet No. 13b is Duet No. 13a in cut time. The quicker tempo gives it a pleasing lilt
not possible at a slower tempo.
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Duet No. 14 Dialogue A H.
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Solo No. 5 requires you to skip from @ to @ This downward skip withpisa bit

more challenging than the upward skip — after sounding (2), you must suddenly

change direction and skip over{(3)to reach ().

Dance of the Downward Skip

Solo No. 5
MM. @ =116
— - p— - |

_Tﬁﬁifq;i: ==
%ﬁ%?ﬁg?g%g@g ===—===

—_————— e -— -
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Practice Solos 4 and 5 in common time until you can play them fluently. Then
ractice them in cut time. Never try to play faster than you can accurately direct the beat
and solfege. If you make errors, review your Pre-Reading Procedure. Practice slowly and

carefully, use the metronome, and check your technique often.

E (Mi), F (Fa), and G (So) on @

GobbGELELHEEEEEELEEWEITITT

Since you'll use the rest-stroke to play notes on @ before you begin, thoroughly
study “Training the Right-Hand Fingers” in Part One, pp- 49 - 53.

E,0 F,1at! G, 3at
T (Fa) (So)

As with Dat Il on @ , if you can’t comfortably reach G at 11l with 3, use 4.

th i only, then m, then a. Use prepared rest-strokes. Also,

Practice Duet No. 15 wi
though the time signature

play as slowly as you need for accuracy and confidence, even
isg .

TLLbbbbbbbibbbb
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Duet No. 16 consists of notes on the first and second strings. This means that you
must begin to consider the ease and convenience of right-hand fingering. M, the longer
finger, more easily reaches the higher string,@ ;1, the shorter finger, more easily reaches
the lower string,(2). Thus, to minimize tension and improve your rest-stroke security,
sound @ with m and sound @ with i.

For now, immediately after sounding a string with rest-stroke, each finger should
remain against its lower adjacent string until the other finger contacts its string. (An
exception occurs, of course, when you must sound the lower adjacent string immediately
after sounding the higher string.)

N W L Tl Tl Tad o) L L ) B G D I e Y B B M 1 A S 4P D A G B B LY de Y de Y d D
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When you feel secure with i and m, practice Duet No. 16 withm and a.
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Playing Scale Passages Involving (3, @), and @D

Playing notes on two adjacent strings presents few problems — you use m on the
higher string and i on the lower string, and your right hand never changes position.
Passages involving three strings, however, require special consideration.

For example, observe the following scale passage:

Ex. 18

i i m m i m m m
[#]
1
i

H =
BEL:
e

SS=—==
1

There are two right-hand shifts: one between the second and third measures, and
one between the sixth and seventh measures. In the upward shift, you must lower your
hand and forearm the distance of one string—i then sounds D (Re) on (2), and m sounds
E (Mi) on (7). In the downward shift, you must raise your hand and forearm the distance
of one string — m then sounds B (Ti) on (), and i sounds A (La) on ®.

AsEx. 18 illustrates, you shouldn’t use the same finger to sound consecutive notes
on adjacent strings. For accuracy and ease, you should use m to reach the higher string
and i to reach the lower string.
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The Open Fifth and Sixth Strings

318

-e- (2nd ledger line % (4th added space
A below the staff) E below the staff)
(La) (Mi)

Using p, practice the following examples. Carefully observe the rhythms, and
solfege the notes as you play. To stabilize your hand, place the tips of i and m on @ and

Ex. 19a
A
_é{' L I I i
D) = e B G il 1 e st 3 == = = = —= =
veEes IIFIFF '#1‘1 s 3 _.__.[3* 1'1'#
: ]
R e e 5 B == = =F =p == o
vdFF 7 3T FITT I I k-
Ex. 19b (A Rhythmic Variation of 19a)
i 5 3 1Y
v = | == ; oo - =t ] o i &
$5 < ¥ o #1 - s 3 7# ¥ 7
D] === = =4 & & =4 ¥F F = I = =
v v » » v v v

Ex. 20 and Duet No. 18 give you further practice in the downward skip with p
sounding @, then skipping over (é to sound (6) . Practice Ex. 20 carefully. As before,
watch your right hand to ensure the accurate placement of p. Then look away and
continue practicing until you can execute this movement form accurately and confidently.

Ex. 20
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The Tie

The tie is a curved line joining two notes of the same pitch. Each of the two notes
may be of any time value. When joined by a tie, these notes are sounded as one note equal
in duration to the value of both. Tied notes are counted the same as untied notes.

r: The tie is commonly used in two ways:
—=
-2 1. It indicates that a pitch must be sustained over the bar line.
=2
—  Ex.21a
.2
-2 A e —
1 e e e e e e e e 1
' g S B = s ' :
-2
-2
3
| Ex. 21b
A
F‘ i o e e :
-2 ”#iau:%‘g;; S ® ¢ % o
r-? s Sy
2
2
2
2 2. It makes rhythmic figures easier to read. For example, al-
| though both of the following rhythmic figures are identical, the upper
—  notation is easier to read.
3
) Ex. 22
B
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lWi”laying of Music
in Two Parts

Solo No. 6 consists of two parts — a treble melody and a bass accompaniment. The
piece is notated in a manner commonly used for guitar music: note stems which point
upward indicate the melody, and note stems which point downward indicate the
rhythmic pattern of the bass. This makes the rhythm of the two parts surprisingly easy
to read.

The entire piece is counted “1 & 2 & 3 & 4 &.” Notice that the melody notes are
sounded on either 1, 2, 3, or 4; thus, each bass note which immediately follows a melody
note is sounded on “&.”

Toavoid confusion and error, carry out the three-step Pre-Reading Procedure before
you play the piece. Then practice only the melody until you can play it easily; then play
both the melody and bass together.

As you play this piece, you'll find that there will be some overlapping of sound
between successivenotes, particularly when open strings are involved. For now, make no
effort to dampen these sounds. To produce the best possible tone, give careful attention
to the firm placement of your fingers and p.

Serenade |

Solo No. 6
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J
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Syncopation

Syncopation occurs when a note with a duration of one beat (or longer) is sounded
on the second half ( T or &) of the beat:

1 & 2 & 3 & 4 &

gradbc i o Y

Rhythmic contrast between the melody and bass makes music interesting. If the
melody falls on the beat, syncopation of the accompanying bass adds variety. One of the
most rewarding aspects of learning to read music on the guitar is the ease with which
rhythmic contrasts can be notated and read.

One of the most common syncopated figures is the eighth-quarter-eighth com-
bination: ) | ) or v ] )} . The down-up method of directing the beat makes this
rhythmic figure relatively easy to understand. The quarter note J equals two tied eighth
notes JJ :whena J occurson T (or “&”), the next value will occur on the next T (or

the next “&").

1 & 2 3 4

& & &
by pJ | D
o T #1T) | TT] JTT).

r—

The following version of Solo No. 6 contains the eighth-quarter-eighth rhythmic
variation (R.V.) in the bass. Remember to use the metronome.



SoloNo. 6 R, V.
MM. 4= 66
A | | 51 | | ,.:[ ] l | |
& —p— - : = S
B
Tt P RN
1 —_— |
i:J = — .

3|

-~
¥

I
~3 | R
¥
=

L‘lII
[
I_llll

L -

|
l
|
I

[ el
|
|
] 1R
|

N\
<
—
||
m)
1
<3|
—
||

||

||
ﬂ
X
—
~]||

===2)

Ll
9
¥
Bl

Ndli

G#(Si)ton 3B

Specific symbols are used to indicate thata note is to be played either higher or lower
in pitch. These symbols are called chromatic signs. Notes which aren’t altered by a
chromatic sign are called natural. The sharp sign,  , indicates that a note is to be played
a half step (one fret) higher than its natural pitch. The flat sign, |, , indicates that a note is
to be played a half step (one fret) lower than its natural pitch.

SoloNo. 7 introduces G § on (3)—it’s located at the 1st fret and is notated as follows:
G§, 1

=

(Si)

'All solfege syllables representing notes with a single sharf are pronounced with an “ee” sound. For
example, “si” is pronounced “see.” For an explanation of solfege syllables and their pronunciations, see
“Solfege,” p. 209.
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As in Solo No. 6-R.V., the rhythmic variation in Solo No. 7-R.V. is in the bass.

Slavic Dance Il
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3/4 Time and the Dotted Half Value

| -

Ex. 23

A dot placed after a note or rest increases its time value by half that value:
. equals | | and = . equals . i

The 3/4 time signature establishes triple meter.

F )

1 & 2 & 3 & 1&24&38& etc

1
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1
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Folk Song

Solo No. 8 A
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The Dotted Quarter Value

The next element of rhythmic variation to beintroduced is the dotted quarter value
(J.or 3 ). Since a dot placed after a note or rest increases its time value by half,

J_={Jﬁ,and 2. = 3y

When the time signature indicates that the quarter note represents one beat, you
should count and direct the dot as the first half of the next beat — the note or rest follow-

ing the dot occurs on “&” (T ):
1 &2 & 3 & 1 &2 & 3 &

g J_./'/ DJ o J__J )!

I TLTLT I #d 4T

N RN P IR NI IR P PN IS MR P IR FIR FIR PR IR PR IR TR PR TR VI IR Y IR PR PR P I PR O P P P P IR A A R
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When a dotted quarter note appears in the melody (as in Solo No. 8-R.V.), you can
most easily understand and perform it by observing its relationship to the bass.

In Solo No. 8-R.V., you'll use adjacent fingers to sound the ) ] which follows the
& Slightly lift the finger with which you've sounded the Jﬁ while sounding the [ with
the alternate finger.

Folk Dance
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Beginning Free-Stroke?
Sounding Two Notes
Simultaneously

Before proceeding, carefully review “Beginning Free-Stroke with Your Fingers,”
Part One, pp. 55 - 62.

Assuming you haven't already begun, you’ll begin training 4 (the fourth finger of
your left hand) in the following examples. In actual or implied chord formations, 4 is often
used instead of 3 to form either the note G (So0) on @ or D (Re) on @

A horizontal dash following the finger number (1-, 2-) indicates that the finger
continues to be lightly held down. In Exs. 24 through 26, 1- serves as a secure point of
reference for accurately placing 4.

When using two or more left-hand fingers together, be espe-
cially careful to keep all three finger joints comfortably flexed, and
place eachfingertip close to its respective fret. This ensures that you'll
get a clear sound with a minimum of left-hand tension.!

In the following example, there are three different pairs of notes — you should
identify them by solfeging each note and naming each left-hand finger. Repeat until you
can clearly see in your mind’s eye the location and left-hand formation of each pair of
notes on the fingerboard. Before playing, you should be able to read and visualize the
complete example (solfeging the top note of each note pair) at a slow and steady tempo.
Then carefully play the example, solfeging the top note as you play.

Ex. 24
m
!‘. ] I — 4
%‘ g g 1B F 18 g 1o o 1L £ i@ g I
- ! -_'.&':19“:“"9*:5:
J .- i F=T= =
f—1 = = —
o= 2 == e—7—F—+s9 81
v | -

*See Part One, pp. 44 - 45.
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F# (Fi) on D and C}# (Di) on @

F§ (Fi) and C§(Di) are located on II. They’re notated as follows:

F§, 2 cf,2
Y (Fi) (Di)

The Key Signature

When a chromatically altered note appears repeatedly throughout a piece, placing
the chromatic sign before each note is often avoided by placing the sign on the appropri-
ate line or space of the staff just after the clef. For example, E indicates that all

the notes F and C are to be sharped throughout the piece. Chromatic signs placed in this
manner are called the key signature.!

The consecutive use of 2 and 3 is introduced in the following examples. Be sure to
place each finger close toits fret, and lightly hold each finger down until the formation of
another note demands that the finger be lifted.

After thoroughly carrying out the Pre-Reading Procedure, practice the following
examples (rest-stroke) until fluent.

NIRRT R R E EEREEEREE TN NN N N Y E Y Y Y YYYYSrasawams

Ex. 27
m i
2. 3 o W & o -
F 1 F | T ey = —7 = -
= = P
| I 1 |
Exlza
%} P e ptp o ta et
LESS = e

'A thorough understanding of keys, key signatures, and other elements of music is essential for learning
to play the guitar well. See my Basic Elements of Music Theory for the Guitar, CPP-Belwin, 15800 N.W. 48th
Ave., Miami, FL 33014, ’
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NOTE: Although you’ll be shifting your attention between the rest-stroke and
free-stroke throughout this book, don‘t neglect either stroke in your daily practice. When
practicing new material in which one strokeis required, be sure toinclude a review of past
material using the other stroke. Since you need to be proficient with both rest-stroke and
free-stroke to play the guitar well, you should maintain a balanced development of both.

pr



Further Training of the Fourth Finger

You'll now proceed with the next step in training 4: forming successive notes with
4 and 3 (or 3 and 4) moving consecutively. Because of the lack of independence between
these fingers, you need to approach the training of 3 and 4 with special care. You'll begin
with one of the easiest consecutive movements of 3 and 4: forming notes on adjacent
strings at the same fret:

As you approach Exs. 32 and 33, be sure to observe the following;:

%"E s Eﬁ%ﬁﬁawsﬁ&wﬁsﬁ S SR
o 3@&&&@ mwﬁ;ui sid ﬁﬁ
* 5 m S e S

e
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:ihe,,ngie lightly hold each finger down until the formation
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Don’t neglect to solfege and visualize the examples before you play. You can
further clarify the examples by naming the left-hand fingerings as you direct the beat.
If you can’t do these preparatory steps without hesitation at a reasonable tempo, you're
not adequately prepared to play. For rapid and secure progress, it's essential that you
thoroughly understand each exercise before you begin to play.

Individually practice each figure in Exs. 32 and 33 until you can easily play them
all. Then practice the figures in unbroken succession.
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Accidentals in Music

Any chromatic sign which appears in a piece but not in the key signature is called

a  anaccidental. For example, the G§ introduced in Solo No. 7 (see p. 47) is an accidental.
~ C} appears in Duet No. 21, but only F§ is found in the key signature — thus, Cf§ isan
r" accidental. An accidental is effective only for the remainder of the measure in which it appears.
'ﬁ.

r:? To cancel an accidental, the natural sign § is used. The natural sign can also be
=  used to cancel out a chromatic sign which appears in the key signature — when used in
r: this manner, the natural sign is considered an accidental. Whether canceling an accidental
r" or canceling a chromatic sign which appears in the key signature, a natural sign is effective only
FJ for the remainder of the measure in which it appears.

™ Although an accidental is effective only for the remainder of the measure in which
r; it appears, performers sometimes forget to cancel it in the measures which follow. To
r remind the musician to cancel an accidental, composers and publishers sometimes insert

™ achromatic sign in a following measure. To distinguish it from an accidental, modern
ﬁ editions often place this chromatic sign in parentheses. For example, in measures 10and
r: 21 of Duet 21, you'll find a natural sign in parentheses ( i ) — this reminds you that the
" C} in measures 7 and 19 is no longer effective.
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Carefully observe the accidentals C § and F} in Solo No. 10 during your Pre-
Reading Procedure, and also become thoroughly familiar with all fingerings. Although
the fingering isn't difficult, changing accurately from one formation to the next requires
considerable practice and clear aim-directed movement.'

Also notice the double bar g in measures 16 and 32. Composers occasion-
ally use this to indicate the end of a musical period or section. In SoloNo. 10, a double bar
marks the end of each 16-measure period.

Longer reaches with p to the low bass strings are purposely avoided in Solo No.
10. Thus, you can more easily keep the middlejoints of your right-hand fingers well flexed
while minimizing tension in p, and you can also concentrate on the quality of your tone.

'For an explanation of aim-directed movement, see Part One, pp. 4 - 5
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Solos 11 and 11-R.V. provide further practice in alternating a finger rest-stroke with p free-stroke.
L
Cantilena |
Solo No. 11 A S
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Solo No. 11 R. V.
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Ex. 34 (with P)

T iy

E (Mi) and F (Fa) on @

i E,2onll F,3onll
(Mi) {Fa)
ﬂ M L i 1 T & 1 1 1 1
R ===r==c—==c = : =

Before playing Solo No. 12, you should become thoroughly familiar with its two

chord formations. One chord

in measure 4. You should clearly visualize an

the piece.

formation appears for the first time in measure 2, the other
d practice each formation before playing
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Beginning A Free-Stroke: Chords of Three Notes

Ex. 35a introduces i-m-a sounding a triad of three notes. Be sure to position a
advantageously for bringing out the highest note of each triad (see Part One, pp. 61 -62).

Ex. 35a

& WY (I PR, (PR . L Hl':'ll__ltlm_l'liéﬂgiﬁ

Ex. 35b
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Ex. 36 introduces i-m-a and p alternation. Keep your right hand steady, and
maintain the advantageous position of a.
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Beginning Arpeggios:
Sympathetic Movement

An arpeggio consists of the notes of a chord played in succession. You'll begin by
focusing on the sympathetic movement within p, i, m (see Part One, pp. 63-65). Practice
Ex. 37a until you can securely execute it at M.M. J = 150.

Ex. 37a

federa ey
. . =

As you increase the tempo of Ex. 37a, notice that it becomes awkward to direct the
beat with three well-defined down-up movements per measure. Thus, you're now ready
to learn both a time signature and a manner of directing the beat which are better suited

to fast tempos.

Single-Beat Measures of Three Counts

In notating music which moves at a relatively fast tempo, composers often use the
3/8 time signature rather than 3/4. At a rapid tempo, it's easier to direct 3/8 with one
down-up movement per measure. Since there’s no even division of three notes, the
precise timing of the upbeat (T) is no longer significant. Thus, you should continue to
precisely time the downbeat (1), and execute the upbeat wherever it feels comfortable —
approximately between the second and third beats.

When 3/8 is directed in this manner, notice that the beat is now represented by the
dotted quarter value:

counted: "“1 2 3 1 2 3" efc.

directed: L (1) )]
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Thus, at rapid tempos, the 3/8 time signature doesn’t accurately convey the number of
beats per measure.'
Practice this method of counting and directing the beat until you can comfortably
carry it out at M.M. J. = 50.
Ex. 37b
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Carefully observe the key signature of Duet No. 22, and note the two accidentals, G4
and Cf. Remember, an accidental is effective only for the remainder of the measure in
which it appears. Also notice that, between measures 12 and 13, 1 on G4 (Si) is gently
glided along (3) (notated 1) to the 2nd fret to form A (La).

Observe the term “rit.” in measure 16. This is an abbreviation of ritardando (Italian,
pronounced “ree-tar-dahn-do”), which means “growing slower.” Also observe the a
tempo (Italian, pronounced “ah tem-po”) in measure 17. This indicates a return to the
original tempo.

Remember, avoid confusion and error from the beginning of practice. Carefully
carry out the Pre-Reading Procedure before you begin playing.

"You'll encounter other meters where the time signature doesn’t accurately convey the number of beats per
measure (see “Compound Meter, ” p. 104).
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By including some movement within the harmony, Duet No. 22 becomes an
attractive and contemporary-sounding solo. Observe the natural sign in measure 16 (the
natural signs in measures 22 and 25 are simply reminders to cancel out the accidentals in
measures 19 and 23).

Carefully observe the Bb (Te) found on (3) at IL. Since Il on (3) is one fret above A,
it can also be identified as A § (Li). Thus, one pitch can be notated two different ways and
have two different names. Two notes which are written differently but indicate the
same pitch are enharmonic. Bp and A # are enharmonic notes. The decision about which
notation to use is generally based on either harmonic considerations or clarity of writing
and reading.

Since at measures 1 and 2 you must hold 2 on F# (Fi) on (1), you'll find the reach
to C# (Di) on (2) with 1 is easier when you slightly rotate your forearm clockwise.
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Further Training of A

Ex. 38a introduces the P, i, m-a movement form (see Part One, p- 65). Before you
begin, carefully practice the following figure until you can accurately play it at a
reasonable tempo:
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Ex. 38b introduces the p, i-m, a movement form (see Part One, p- 66). Again, before
you begin the exercise, carefully practice the following figure until you can accurately
play it at a reasonable tempo: m a
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Right-Hand Finger Alternation

You'll now begin one of the most demanding aspects of right-hand finger train-
ing: acquiring the ability to sound strings accurately, powerfully, and rapidly through
successive alternation of two adjacent fingers.

The following exercises and pieces will be rewarding to the extent that you
understand how your fingers should move. You'll find information concerning right-
hand finger alternation in Part One, pp. 67 — 69.

Producing an appealing, powerful, and full-bodied free-stroke tone while fluently
alternating the fingers is among the most important requirements for becoming a
competent guitarist. Thus, you should also review “Principles of Tone Production,” Part
One, pp. 21 - 28.

You'll begin alternation by playing the p, i, m, i arpeggio. P, i, m, i contains one
opposed movement followed by one sympathetic movement:

~+ As mflexes 10 sound its string, | extends to prepare on fts

string — this is the opposed (alternation) movement.

TR

~ «Asmfoliowsthrough, | flexes to sound its string—this is the

 sympathetic movement.

e L
0 R

SR
e S

Carefully practice this arpeggio until you can execute it with reasonable fluency:

Avoid the tendency to rush the process of learning to play. Your patience and
careful practice will be rewarded with secure accomplishment.

The Sixteenth Value

The sixteenth note, f‘ or g ,and the sixteenth rest, i , each equal one-half the
value of one eighth note or rest. Thus, two sixteenth notes, n , OF two sixteenth rests,
¥ 4 , equal one eighth value.

Solo No. 14 introduces the 4/8 time signature. In 4/8, the eighth value now repre-
sents one beat. Counting, however, should cause no difficulty. You should direct the beat
in a manner similar to 4/4 — the eighth value replaces the quarter value, and the six-
teenth value replaces the eighth value.




1&2 & 3&48
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As indicated above, groups of sixteenth notes are commonly beamed together.

In addition to providing right-hand training, Solo No. 1 i
training for the left-hand thirc% a.nfl fourth fingers. ?mvious mat:'n:; Sﬁaﬂuﬁfzdm}r:ﬁ
place the fourth finger at Il on (1), preceded or followed by placing the third finger at
III on @ Several measures of Solo No. 14 require you to place the third and fourth
fingers on (4) and (2) respectively — both at III. Thus, the two fingers will be separated
by one string.

Remember to visualize the left-hand finger formations of each of the following

arpeggio studies. Before playing the entire piece, isolate and practice new formati
until you can play them fluently. e o

|
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B (Ti) and C (Do) on (&)

55’20" || C.,3onlll
l] o A
(Ti) (Do)

Ex. 39 (P, Free-Stroke)
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P, I, M, | Etude Il

Solo No. 16
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I Arpeggios Requiring Further Alternation

Solo No. 17 is Solo No. 16 rewritten in 3/8. This arpeggio figure requires three

alternations, and ends with the sympathetic follow-through of i with m.

P,L M, I M, Etude

Solo No. 17
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a Exs. 40a and 40b introduce alternation involving a: p. i, m-a, iandp,i-m,a, i-m.
_ (See Part One, p. 70.)

. Ex.40a (P, M-A, 1)
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j Ex. 40b (B, FM, A, HM)
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Now practice Exs. 40a and 40b in 3/8.

Thus, Ex. 40a becomes:

etc.

... and Ex. 40b becomes:

etc.
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While Solo No. 18 provides further practice in right-hand finger alternation, it's also
an etude for achieving further independence between 4 and 3. Previously, the reach of
these two fingers has been limited to three strings. Solo No. 18 requires not only a reach
across four strings, it also requires that you move 4 independently from 3. Thus, you're

continuing to develop the coordination needed to minimize tension in your playing.

The up and down stemming of the half-note basses shouldn’t confuse you. The two
beams connecting the four upward stems indicate sixteenth values. Each measure should

be counted as follows:

A=

1
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F (Fa) and G (So) on (6)

AF,1unI G,3onlll
o = (3rd ledger line o (3rd added space
below the staff) below the staff)
(Fa) (So)
Ex. 41
b
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Solos 19a, 19b, and 19¢ introduce p, i, a and its related figures (p, i, a, i and

1L a

i). Before you begin, be sure you clearly understand the procedure for each of
figures, as described in Part One, p. 71. Carefully practice the figure found in each

solo until you can execute it with reasonable fluency, then practice the solo.
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Sole No. 19b
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‘ 1Be-sirde5 giving you practice in reading lower notes, Solo No. 20 provides further
training in alternation between p and i and between i and a.

Merry Dance

Solo No. 20 -
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Quintuple Meter

While not as common as duple, triple, or quadruple meter, quintuple meter is
occasionally found in guitar music. It most frequently appears in contemporary music—
usually as either 5/4 or 5/8 meter.

Solo No. 21 is your first encounter with quintuple meter. Before you begin to play,
practice counting the following:
5 J |

81 2 3 4 5

Carefully observe the A b (Le) on (D at I, the D (Ri) on (@ at 1, and the F§ (Fi)

on (6) at L.

..«.. Theme and Variation
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Alternation on a Single String

Solo No. 22 introduces alternation on a single string — a more challenging move-
ment than alternation on adjacent strings. Be sure you understand the difference between
the two movements before proceeding (see Part One, pp. 71 - 73). From the beginning of
practice, aim to acquire habits of correct movement.

Notice the D.C. al Fine which occurs in the last measure of Solo No. 22. This is an
abbreviation of “Da Capo al Fine” (Italian, pronounced “Dah Kah-poh al Fee-nay”),
which means “from beginning to end.” Thus, “D.C. al Fine” indicates that you go back
to the beginning of the piece and play to the measure marked “Fine.”

The fermata (Italian, “pause,” pronounced “fair-mah-tah”) is introduced in meas-
ures 16 and 32. A fermata, N\ , over a note or rest means to hold that note or rest for
longer than its written value. The duration of the fermata is left to the discretion of the
performer. In Solo No. 22, however, it seems appropriate to increase the duration of the
affected eighth notes to approximately twice their value. The only exception is when you
reach the end of the piece at “Fine.” Following a ritard begun in the next-to-the-last
measure, you should allow the final note to sound for at least two added beats.

For now, use only i and m in Solo No. 22 — training m and a to sound a single string
begins with Solo No. 24.

Ty T

P% i= i3 1% i% 7% 1%

Ti T I8 1% 0% =5
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After practicing Solo No. 22 as written, add two more sixteenth notes to each
measure and practice the piece as though it's written in 4/8 meter:

ﬁ_#ﬁ#ﬁ

e T

Solo No. 23 is another etude for developing alternation on a single string — now

involving (1) and (2). Carefully observe the A} (Li) on () (measure 18), formed with
latl

Avoid confusion and error! Before you attempt to play the piece, carefully visualize
and become familiar with all left-hand fingerings.
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Single-String Alternation Etude I

Solo No. 23
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As you did for SoloNo. 22, practice Solo No. 23 in 4/8 meter, adding twosixteenth

notes to each measure.
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String Crossing

Solo No. 24 introduces string crossing — an extremely important facet of technique.
String crossing involves shifting your right-hand position across adjacent strings. Your
fluency as a guitarist depends on the accuracy and speed with which you can cross from
one string to another (see Part One, pp. 74 - 76).

In each measure of Solo No. 24, you must shift your hand the distance of one
string. After sounding @ with i (the shorter finger) and (2) with m, immediately shift
your hand to place i in an optimum position for sounding (2). At the end of each mea-
sure, you must shift your hand back to its original position in preparation for beginning
the next measure.

Before practicing Solo No. 24, visualize and become thoroughly familiar with all
left-hand fingerings — this will allow you to give the fullest attention to crossing. (Note
the key signature, which contains an F # and be sure to observe the Eb (Me) on(4) at 1)
It's also beneficial to carry out the string-crossing exercise explained in Part One, pp.
75-76, before playing this etude.

]
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Crossing Etude |

Solo No. 24
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Now practice Solo No. 24 with m and a alternating on a single string. Since m and
a have similar reaches, you don’t need to shift your right hand when executing this
figure with m and a (see Part One, p. 79). Although, during m and a alternation, Solo No.
24 doesn’t involve string crossing, it's still a valuable exercise for training m and a.

As indicated in Part One, all exercises and pieces for i and m should eventually be
practiced with m and a; m replaces i, and a replaces m.

Compound Meters

All the meters you've encountered so far are called simple meters. A simple meter
is any meter in which the beat is represented either by one or more undotted values
(2/4, 3/4, 4/4, 4/8), or no more than one dotted value (3/8).

Compound meter means that a dotted value ( J ) represents the beat, and that two
or more of these values occur within each measure. Compound meters are classified
according to the number of dotted values present in each measure.

Compound duple meter consists of two dotted values, which could be easily
counted as shown:

1 23 4 5 6
6
S Ll -
This manner of counting, however, doesn’t express the number of pulses appearing
ineach measure. A more effective way of counting compound duple meter is to count the
first two eighths of the pulsein the normal manner for counting eighths: “1, &.” Then add

“a" (pronounced “uh” asin “about”) to account for the last eighth note of the pulse. Thus,
you'll count 6/8 meter as follows:

1 & a 2 & a
G
3 F -

Compound triple meter consists of three dotted values:
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Compound quadruple meter consists of four dotted values:

{1 & a 2 &a 3 &a 4 & a
12 | | |
2 5- : : ;

Directing groups of three at a slower tempo was explained on p. 71. At a more
rapid tempo, the T between “&” and “a” will naturally become less distinct. But this will

cause no problem as long as your downbeat (l)is clear.

The following example consists of the first two measures of Solo No. 24, now in
6/8 meter. As you practice this example, count aloud to establish groups of three. Then
practice Solo No. 24 entirely in 6/8 meter. Continue counting aloud until you feel secure
with compound duple meter.

1 &a 2 & a etc.

g! _..4-""1 ]

v | —:rz.

Playing consecutive groups of three notes with alternation may be confusing at
first because you play the first note of each figure alternately with i, then m:

L 10N

L 1NR

Jdd il

In the following example, the first measure of Solo No. 24 is rewritten in 9/8.
Practice Solo No. 24 in 9/8 until fluent, carefully alternating i and m while counting
aloud. This will help you maintain strict alternation in subsequent solos which contain
consecutive groups of three notes played with the fingers.

%;ﬂ_‘_. S=E=
— Al

Solo No. 25 is an etude for alternation on both single and adjacent strings. Once
you've established the most advantageous joint positions for m and i alternation in
sounding (3), maintain these joint positions as you shift to (@). Don’t reach for @ with i!
Rather, you should shift your forearm from the elbow the instant before i sounds (2).




106

G Crossing Etude Il
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Solo No. 26 requires three successive shifts to higher strings followed by three
shifts back to the starting position.
L]
S Crossing Etude lli
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Perhaps you've noticed that, in all the previous string crossing etudes, m has led in
crossing to the higher string, and i has led in crossing to the lower string. Because of the
differing reaches of i and m, this procedure feels more securein beginning string crossing.
But, in playing scales and other passages involving strict alternation and string crossing,
it's not always practical to lead to the higher string with m and to the lower string with
i. Thus, you alsoneed to practice string crossing with the order of leading reversed, so that
i leads to the higher string and m leads to the lower string. Solo No. 27 provides you with
an opportunity to practice this important facet of right-hand training.
-
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Once you've practiced single shifts with i leading to the higher string and m to the
lower string, you should then practice three shifts in each direction, using the same order
of leading in string crossing. Solo No. 28 is an altered version of Solo No. 26. Cultivate
smooth and precise shifts as you practice.
ing Etude V
—_— Crossing Etude
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Elaying Scales

Ex. 42

Scale passages pose a special problem in string crossing. The notes of major scales
across the fingerboard occur three notes per string on five of the strings and two notes on
the remaining string. Alternating two fingers to sound three notes per string requires that
you shift to each adjacent string with a different finger. Thus, you need to practice this
procedure on open strings, carefully watching your hand and maintaining a consistently
firm stroke in sounding each string:

.

o

o
Y
4l
.l

ol

Since you're familiar with all the natural notes in the open position, you’ll begin
with the Complete Open-Position C-Major Scale Form." This succession of notes con-
sists of a complete one-octave C-major scale, plus four notes above to G (So) on @ atIll
and five notes below to E (Mi) on the open sixth string. To focus more fully on training
your right hand, you should memorize the complete open-position C-major scale form
before playing it on the guitar.

Proceed as follows with Ex. 43:

O Set aside the guitar. Beginning with the lowest C (Do on (5)),
read and say the solfege syllable and finger number for each
successive note of Ex. 43 in the following manner: Do-3, Re-
0(“oh” for open), Mi-2, Fa-3, So-0, La-2, etc. Maintain a steady
rhythm, and clearly visualize each finger and each open
string as though you're actually playing the notes.

O When you can do this easily, carry out the procedure from
memory until you can maintain a flowing pace without hesita-
tions. Then take the guitar and prepare to play.

O Close youreyes and carefully play the scale, using free-stroke
alternation. Continue to solfege each note. Also, clearly visu-
alize and feel the placement of each left-hand finger. Begin
slowly at first. When you can play the scale securely, acceler-
ate the tempo until you can play at about M.M. | = 80 with-
out hesitation.

'Open position indicates that open strings are used and that the left hand is in position for the first finger
to play the 1st fret.



! 'JF"-[FEW

bbb bbbbbbbesbbdbddddbbbbbbbbbbbsbbbb6080444409

11

O When your left hand feels secure, practice the scale form
while watching your right hand. Establish a feeling of pre-
cise alternation and string crossing. Emphasize accurate
rhythms and evenness of volume between tones.

Ex. 43

4l
M

dev”

Ex. 44 is a reading exercise. First scan the exercise to determine its general shape
and design. Solfege and visualize before playing. Then practice slowly and accurately.
Avoid confusion and error! Use themetronome, and gradually increase the tempo
as you become secure with alternation, string crossing, and tone production.

Ex. 44
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Rest-Stroke Alternation

Before proceeding, see Part One, “Comparing Rest-Stroke and Free-Stroke,” p. 86,
and “Rest-Stroke Finger Alternation,” pp. 87 - 88. All considerations regarding string
crossing when playing free-stroke also apply in rest-stroke.

Ex. 45

]

% - i—l—'l} .'_'_!'r {‘_"
)

Now reverse the order of fingering in Ex. 45 to begin with m. This changes the finger
you'll use at the points of string crossing.

When you can play Ex. 45 with a satisfactory tone while maintaining secure string
crossing, practice Exs. 42 and 43 with rest-stroke. Then practice Ex. 44 with rest-stroke.
Again, practicing familiar exercises allows you to give more attention to tone production,
string crossing, and evenness of rhythm and volume.
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Danzain C

Solo No. 29
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Notice the term poco (Italian, meaning “little”) in measure 8 of Duet 25. “Pocorit.”
means that you should only slightly ritard the tempo.

Sonatina in C

Duet No. 25 A. H.
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Duet No. 26
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o Baroque Reflections

MM, .= 66+

A I | "—;‘-ijl ]
L ¥

y | | —
W g u- oo e P 1L

i T i =

T r

I T L A A AT N B A B S A S T U £ e e £ e | e s | OO T [ L= ).~ | s

. . i R |
L_,'l_l.' E -:Larl _"F"r_q_":' Ei‘ £
r T I
iy
"

—y [}

%

—||[8L
~¥
(_| End
|
~3|
( |

o R e e W A AN E T S AT L L L 1



1@ W %
i ﬁr i % LR w ﬁ i
1yl e |FT ____W .Dm 1 ;. s \hﬁ
e H el §é
Y A S N
%W i) T IS i
0 i I 7 Bij
i m MM a o oa,

h n\. g — M .IL,, . IR
< q

LSRRI E R R R AL A O o



T
€

120

Playing Chords with P and the Fingers

Sounding strings simultaneously with p and the fingers poses special problems of
muscular coordination. See Part One, pp. 88 -89, for an explanation of thisimportant facet
of technical development.

Avoid confusion and error! Before playing, acquire habits of accuracy by
clearly visualizing each left-hand finger formation at a slow and even tempo.

O ‘F % T T Y T

Ex. 46
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Solo No. 31

Notice that Solo No. 31 begins with the third beat preceding the first bar line. This
is commonly called an upbeat. You should begin Solo No. 31 by counting a complete
measure of three beats and begin to play on the count of “3.” Notice also that this extra
beat is accounted for in the final measure, which contains only two beats.

Pavane
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-3 Sounding Two Notes Together
5 with P and One Finger Free-Stroke
-

—

.3 From the standpoint of tone production, many students find this technique more

-’; challenging than moving p-i-m together. Before proceeding, review Part One, p. 89.

-3 First, practice Ex. 47 with p-i until you're reasonably secure. Then practice with

-3 pmand then with p-a. B

= Ex. 47
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Ex. 48 is a variation of Ex. 47 and involves alternation in playing repeated eighth
notes. First practice %—i_ together on the beat alternating with m off the beat. Then practice
p-m alternating with i. Then carry out the same procedure with p-m alternating with a,
and finally p-a alternating with m.

bbb bb66666655606555460L060



In Solo No. 32, the quarter rest between the upper and lower voices (as in the first
measure) indicates the presence of a middle voice — the half note which follows
completes the metric value of that voice for the measure.
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Solo No. 32
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Solo No. 33 continues your right-hand alternation training. It's also a piece for
developing further independence and coordination between the third and fourth fingers
of your left hand. You’ve already practiced reaching across four strings with these two
fingers (Solo No. 18) — now you'll practice reaching across five strings.

Be sure to observe the Bb (Te) on @ at L.
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The Complete Open-Position G-Major Scale Form

The Complete Open-Position G-Major Scale Form Spans two octaves, plus an
extension of two lower notes on the sixth string. The F§ in the key signature presents
you with one new note on the fingerboard: Fﬁ (Fi) on at IV, played with the fourth
finger. Thus, you'll begin training 4 for playing notes on the 4th fret.

Using rest-stroke, practice each figure in Ex. 49 until you can place 4 close to the 4th
fret with accuracy and security. Keep the joints of 4 (particularly the middle joint)

sufficiently flexed within their midranges — don’t allow the joints to collapse as you
press the string against the fret.

.|':.I||

Using the visualization procedure, memorize and play the following complete
open-position G-major scale form. Again, use rest-stroke.'

Ex. 50
A i m
& C———7T 11 ﬂ P p— = i
D = S o v g T —
=3 - - o

"To achieve a desirable balance of development between rest-stroke and free-stroke, begin emphasizing
rest-stroke when practicing scale excrcises.

WJJ.JLJF TV IV I B T 0 T 10 0% 0% (% 0™ I% 1% 1% 6% (% %5 98 M M M & M A A
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Duet No. 28
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Further Development of
Chords and Arpeggios

Solo No. 36a contains the p, i, m, a arpeggio. Prepare i-m-a as p flexes; m moves

sympathetically with i, and a moves sympathetically with m; prepare p as a flexes.
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After practicing Solo No. 36a, add one descending note to each arpeggio:

etc.

Solo No. 36b
b4 e sem= = =
- . ¢ o R .
L T 1] —
All _I;\‘ r =
This requires you to execute one opposed and one sympathetic movement with m.
Now practice this etude using the p, i, m, a, m, i figure (see Part One, p. 90). Carefully
execute the opposed and sympathetic movements. In the descending part of the arpeg-
gio, prepare m-i as a flexes.
Solo No. 36¢c

Jj

gy s P

= o

etc.
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Hemiola

Hemiola (pronounced “hee-mee-oh-1a”) refers to the appearance of two pulses of
equal duration within a measure of triple meter:

e

... or three pulses of equal duration within a measure of compound duple meter:'

e l"L'_.!'fL""JIl_I"J;_L'E_l“L-"{?q

Il

st

To accurately count a hemiola rhythm, determine the largest common value into
which both the beat and the pulse forming the hemiola can be subdivided. For example,

in the following measures:
8

...the largest common subdivision is the sixteenth. You can maintain the feeling
of counting in sixteenths during the hemiola by simply adding “a” (pronounced “uh”)

to the normal count:
a T ] I —d
B
= EEErITT LT Ll

1&28&3 & 1&a 2&a

LLLLLLLLLLLLLLLLLLL L

*For an explanation of compound duple meter, sce p. 104,

RN A




Solo No. 37 is your introduction to hemiola. For example, observe measures 6 - 8:

Notice that measure7 contains a hemiola rhythm — the two dotted eighth bass notes

indicate that there are two pulses within this measure. Thus, you should count measures
6 — 8 as follows:

1 &2 &3 & 1 &a 2 & a 1&2&3&
3 : | D]_¢__
8 - o

Be sure to observe the A#(Li) on @ at [IT in measure 34.

NOTE: Although a metronome setting is provided for SoloNo. 37, youshouldn'tuse
the metronome as you practice this piece. Setting the metronome to click three beats per
measure would be confusing during the hemiola measures. Thus, the metronome setting
is intended only to provide you with a tempo.
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Mixed Meter

_ Mixed meter refers to music in which more or less frequent changes of time
signature occur — most often this occurs in contemporary music. The main challenge
in playing a mixed-meter piece is to be alert to the meter changes. Counting mixed

meter, however, presents no special problems — you should count each meter in the
normal manner.
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Chords of Four Notes

In sounding chords of four notes (p-i-m-a), you should concentrate on the firm
placement and flexion of a. Give special attention to bringing out the highest note of each
chord, which in Solo No. 39 is also the melody.

You should separately practice measure 8, which introduces a new challenge of
independence between the third and fourth fingers. If any other left-hand fingering
presents a challenge, isolate and practice that fingering until you can execute it easily.

Aim for an even execution and a feeling of security as you change from one chord to
the next.

Solo No. 39 Alla Marc.a
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Solos No. 41 and No. 42 are based on the a, m, i arpeggio. They begin your
introduction to the five arpeggios without p — an extremely important facet of your
right-hand development. Before you proceed, be sure you clearly understand the finger move-
ments involved in the a, m, i arpeggio. Carefully review the explanation in Part One, p. 100.

In Solo No. 41, you should stabilize your right hand by resting p on @ Be sure to
observe the Db (Ra) on (2) at II, found in measure 30.

A, M, | Etude |
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In Solo 42, you'll encounter notes written as follows: E-}Lr Notes written in this
manner are called eighth-note triplets. A triplef indicates that three notes are played in
the time normally occupied by one note of the next highest value. Thus,
indicates that three eighth notes are played in the time normally occupied 3
by one quarter value.

Composers generally use triplets to simplify the notation. For example, although
measures 7 and 8 of Solo 42 could be written in 9/8:

Triplets

EXl . - ¥ ' Lils 1 1 1 . —
% e Ee== -

Eighth-note triplets are counted in the following manner:

3 3 )

BesiBssiow i

li1 tee tah 2 tee tah 3 tee tah




:

o
wr
-—

th p. Thus, you can no longe

In Solo No. 42, you must now sound bass notes wi

stabilize your hand by resting p on a string.
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Ex. 53

Technical Slurs

Ex. 53 introduces the technical slur. You'll find information concerning this aspect
of left-hand training in Part One, pp. 97 — 99. Practice each measure separately, then

practice them in succession.

Ay = e T ol 1 1 i - ——
i .2 LR BT i 3 Le=,

Ih

vl
3 k] 1 2
A l - - R — s -
=== o=
)  E— i | | S | | — E —_r= —

Slurs are sometimes placed at the beam:
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SohoNo. 4 English Dance o
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Solo No. 44 continues your progressive develo i
‘ _ pment of independence between the
third and fourth fingers. While holding 1,2, and 3 firmly on their lzpective strings, you

must repeatedly reach with 4 to an adjacent fret and also th tl i
one held down by 3. ] so the next lower string from the

Solo No. 44 serenata
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Solo No. 45

A, I, M Etude |

SolosNo.45and No. 46introduce a, i, m — the second of the five arpeggios without
. Again, before you begin to play, be sure you clearly understand the finger movements
involved in this arpeggio. You'll find an explanation of a, i, m in Part One, pp. 102 - 103.
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The Complete Open-Position D-Major Scale Form

The Complete Open-Position D-Major Scale Form contains a one-octave major
scale and extensions of three notes above and six notes below. The C§ found in the key
signature (along with F§ ) introduces a new note on the fifth string: C§ (Di) formed at
IV with the fourth finger. Having already used the fourth finger at IV on the fourth string,
you should be able to form C § on the fifth string with relative ease. Avoid the tendency
of the middle joint to collapse — keep both the middle and tip joints flexed in their

midrange positions.

Carefully practice each figure in Ex. 54 until you can securely place 4 precisely on

the string and close to the fret.

Ex. 54

a. b. c.
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Through visualization, memorize and play the following complete open-position

D-major scale form.

Ex. 55
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Ex. 56
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you should count measure 8 as follows:
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Measure 8 of Duet 36 contains a hemiola rhythm — in this case, three pulses in a
measure of compound duple meter. Since the largest common subdivision is the eighth,
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In Duet 37, carefully observe the E§(My) on @ at [, which you've previously read
as F }f . Also observe the B} (Tie) on @ at I, which you’ve previously read as CH.

Accidental Melody

Duet No. 37
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Solos No. 48 and No. 49introduce a, m, i, m — the third of the five arpeggios without
p- Again, before you begin to play, be sure you clearly understand the finger movements involved

in this arpeggio. You'll find an explanation of this arpeggio in Part One, p. 103. E
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The Complete Open-Position Chromatic Scale

A chromatic scale consists entirely of half steps and requires the frequent use of
chromatic signs. The Complete Open-Position Chromatic Scale extends from the open
, E (Mi), to G# (Si) on . This scale encompasses the open strings and the first four
frets of each string (except (3), which requires only three frets in the chromatic scale).
Either sharps or flats can be used exclusively in notating a chromatic scale. For ease in
reading, however, sharps are used when the scale ascends and flats are used when the
scale descends.

When playing, place each left-hand finger close to its fret, giving special attention to
your third and fourth fingers. To avoid unnecessary opposed movements between adja-
cent fingers when playing an ascending scale, gently hold each finger on the string until
proceeding to the next higher string. In descending, place each finger only as needed.
Memorize Ex. 58 through visualization.
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Because it uses all four fingers, the complete open-position chromatic scale is
extremely beneficial as a technical exercise. You should practice it daily.

DuetNo. 38is based on the early jazz style of piano playing called “boogie-woogie.”
This piece provides practice in reading accidentals, and it also provides further training
for the third and fourth fingers. Since your fingers naturally draw together when flexed
and move sideways more easily when extended, the frets on the lower strings are easier
to reach with 3 and 4 than the same frets on the higher strings.

As usual, thoroughly carry out the Pre-Reading Procedure before playing. Be sure
to observe the B§ (Tie) on (5) at 11I, which you've previously read as Ch. Then begin
to play slowly and accurately. Isolate and practice any troublesome passages until you
can do them with ease.

If you're playing at a slow tempo, use p. To play at a faster tempo, alternate m and
i, beginning each measure with m. N
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The Complete Open-Position A-Major Scale Form

The Complete Open-Position A-Major Scale Form includes A (La) on the first
string at V, notated on the first ledger line above the staff. The key signature consists of
the three sharps: F§, C§, and G §. To execute this scale, you must shift your left hand
(including the thumb) the distance of one fret, forming F § (Fi) on (D at T with 1, G § (Si)
with 3, and A with 4. The remaining notes of the scale on the other five strings are played
in open position, with 1 covering I and the other three fingers covering frets II, III, and IV.

Practice Ex. 59 until you can comfortably play the two new notes, G§ and A. Then
practice Ex. 60. Notice that, since both shifts are done while you sound the open first
string, you can easily shift to the second position and back.

When you can play Ex. 60 smoothly and confidently, memorize and practice the
complete open-position A-major scale form (Ex. 61).
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Ex. 62 (Scale Exercise)
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In Solo No. 51, notice that some notes are marked as follows: r . A dot placed
directly above a note is the sign for staccato (Italian, pronounced “stah-cah-toh").
Staccato means to discreetly shorten the note or chord over which the dot appears.

Motice also that some notes are marked as follows: > . This is an accent mark, which
indicates that the note or chord over which it appears should be played more loudly.
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Solo No. 52
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Solo No. 53 introduces i, a, m, a — the fourth of the five arpeggios without p- Again,
before you begin to play, be sure you clearly understand the finger movements involved
in this arpeggio. You'll find an explanation of this arpeggio in Part One, p. 104.
Be sure to observe the B (Ti) on (3) at IV (measure 3).
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The Complete Open-Position E-Major Scale Form

Ex. 63
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Until now, you've encountered mixed-meter pieces in which only the undotted value
represents the beat. Solo No. 54, however, contains alternating measures of 6/8 and 2/4.
This means that you'll now count music in which the beat is alternately represented by a
dotted and an undotted value.

Your approach to counting this piece should be similar to the approach for counting
hemiola (see p. 143). Thus, you'll count Solo No. 54 by using the eighth value — the largest

subdivision common to both 6/8 and 2/4:
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SoloNo. 55introduces a, i, m, i — the last of the five a

an explanation of this arpeggio in Part One, p. 105.

A, I, M, | Etude

rpeggios without p. You'll find
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étring Damping

String damping is the act of deliberately touching one or more strin gs to stop their
vibration. One obvious application for damping is to observe musical rests:

] |
S ——s kst —

There are other situations, however, where damping is necessary. When a guitar
string is sounded, unless damped, it will continue to sound until its vibration gradually
dies out. This can cause problems in a musical context, as illustrated in the following
musical examples:

EZSSSS===s

If the open E (Mi) and B (Ti) are allowed to sound past their written values, they’ll
clash with the notes which follow — this would blur the scalewise progression of notes.

éﬁl:__i_j%—m__;i_'é_ =
LLF frfftrlF TRF

If the second A (La) bass in the first measure is allowed to sound past its written
\ value, it will clash with the harmony in the next measure. To avoid this, the A must be
damped on the first beat of the second measure. Further, while there’s no actual harmonic
clash between measures 3 and 4, overlapping tones here would weaken the bass line.

Right-Hand Damping

There are three basic methods of right-hand damping:
+ Damping with the fingertips.
. - Damping by placing the side of p against all six strings. This is

generally used to observe rests. It’s also used to damp the strings at
the conclusion of a piece.

I N e M B B B B - A - B A Ak Sk B @k Gh B e ow e
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« Damping individual strings with p. This is used when an
individual note must be damped while other notes are sounding or
being sounded. For example:

VXFF ppp AT

The second A bass in the first measure must be damped as you sound the first beat
of the following measure. You can do this by touching with the tip of p. In measure
3, damp the E (Mi) bass with the side of p as you position p to sound(3).

Left-Hand Damping

There are three basic methods of left-hand damping:

« Damping all six strings by lightly laying one or more fingers
flat across the strings. Generally, this method is used only when it's
inconvenient to damp with the right hand.

- Damping a string with an active finger. For example:

The E must not be allowed to overlap the D. Damping with the right hand,
however, would be needlessly awkward. A far simpler way is to lean 3 against @ as
you form D (Re).

This technique is equally effective in bass passages. For example:

0 ] _ N
Gic———rsst ——=3
FoLfr F
|
In the second measute, the open fifth string can easily be damped with 3 as it
forms G (50).
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+ Damping a string with an inactive finger. This technigue is
particularly effective when the right hand is occupied with a fast
passage. For example:

 ETLET) = e

f f

...as you form C§ (Di) on @ with 2, you can damp @ by lightly touching it with

Damping with an inactive finger is also effective in cases when damping with the
right hand would be extremely awkward. For example:

0 | L

5 JQ—E

F Fp T

In the second measure, you can damp the open fifth string with 2, placing it as
though you're playing a five-string E-major chord.



Soﬁeg:

Solfege refers to singing or speaking solmization syllables to name musical notes.
There are two systems of solfege in common use. One system is called “Fixed Do” and
consists of the syllables Do, Re, Mi, Fa, So, La, Si. These seven syllables represent both
natural and chromatic notes. Thus, each syllable represents five different notes: the
natural, its sharp and double sharp, and its flat and double flat.

The other system is called “Movable Do.” In this system the tonic or key center is
always Do. Thus, Do is relocated to conform with each key change throughout a piece.
The same syllables are used (Do, Re, Mi, etc.), except that Si is replaced with Ti, and
specific syllables are applied to chromatic notes.

Both these systems of solfege are used in teaching solfege or sight-singing. In sight-
singing, you need only to sing the correct pitches — no further identification of the notes
isneeded. The demands of learning to play the guitar, however, differ considerably from
the demands of sight-singing. The wide pitch range of guitar music often makes it
impossible to sing. Further, it is essential that guitarists have a clear and permanent
correlation between each printed note and its exact location on the guitar. Thus, whatever
the merits of the Fixed-Do and Movable-Do systems in learning to sight-sing, neither is
very useful in learning to play the guitar.

The Fixed-Do Chromatic Syllable System

A highly effective system of solfege for guitarists is the Fixed-Do Chromatic
Syllable System. In this system, the note C is always Do and each note (including
accidentals) has a distinct and permanent name:

Ascending with sharps:

letterName: C C§ D Df E F F§ G Gfi A A} B C
Syllable: Do Di Re R Mi Fa Fi So Si La L Ti Do
Pronounced: Doh Dee Ray Ree Mee Fah Fee Soh See Lah Lee Tee Doh

E#, BY, and all double sharps are pronounced with an “ai”: My, Tie, Die, Fie, etc.

Descending with Flats:

letterName: C B B, A A G Gb F E Eb D Db C
Syllable: Do Ti Te La Le So Se Fa M Me Re Ra Do
Pronounced: Tay Lay Say May Rah

.

Ch and F} are pronounced with the usual “ay”: Day, Fay. Double flats are pronounced with
an “awe"”: Taw, Law, etc.

2 o bbbbbbbbbbdddddddbdddbdbbobbbbbbbbdd
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Ideally, you would have applied this system of solfege from the beginning of your
guitar study. But even students who learn solfege later in their studies find it extremely
beneficial. Learning solfege later, however, requires a certain steadfastness because you
won't actually understand its benefits until you apply it in the memorization process.

The purpose of solfege is to realize written notes on the guitar. Thus, as you sing or
say a syllable, always visualize its location on the guitar.

0 Solfege and visualize the open-position one-octave C-major
scale on the guitar. Be sure to associate each syllable with its
exact location on the guitar.

0 When you've clearly visualized the scale at an even and
flowing tempo, play it on the guitar while continuing to name
each solfege syllable aloud. Be keenly aware of the sound of
each pitch as you solfege and play.

O Whenyou're familiar with the scale, find an easy melodic piece
in C major and memorize it through the memorization proce-
dure outlined on pp. 213 - 220.

As you become familiar with this application of solfege, you'll discover the follow-
ing benefits:

et prmrldes a ciear'un'};etation'nféa ch note in the score with its
location on the guitar. o

. Musicians have long recognized the interpretive benefits of
singing a melodic line whenever possible. This system affords a
practical way to accurately identify each pitch as you sing.

.+ Properly applied in memorization, each syllable prompts an
_instant recall of the note’s pitch, its location on the guitar, and the
fingering for both hands. On advanced levels, it helps you discern
how each note fits into the interpretive scheme of the composition.

+ Verbalizing syllables helps you pinpoint deficlencies In your
memorization of a piece. o L e

« Verbalizing syllables and visualizing them on the guitar helps
you to develop the sustained concentration essentlal for playing
and performing music. This is one of the most important ben fits
of solfege. Since you always cofrelate each syllable with its
location on the guitar, solfege gives you definite images to concen-
« | trate on as you memorize music. Further, visualizing the syllables
in correct rhythm demands sustained concentration.

""""""" e
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When you're familiar with the key of C major, you should gradually learn all the
flat and sharp keys in the same manner. Begin with G major (the key of one sharp), then
Fmajor (one flat), then D major (two sharps), then Bp major (two flats), etc. Visualize each
scale before playing it, then play the scale while solfeging aloud. If possible, sing each
syllable as you play. When you become reasonably adept at solfege, begin applying it in
the memorization of simple pieces.

Summary

Always remember that the purpose of solfege is to realize written notes on the
guitar— as you speak or sing a solfege syllable, you should always visualize its location
on the guitar.

With careful and consistent application, solfege will help you become a more
accurate and confident performer. Review all material in this book —even if you already
read music. Be alert to any weaknesses in your ability both to identify written notes by
their solfege syllables and to correlate their location on the guitar.
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Memorizing Music

Memorization is an essential skill for any aspiring guitarist. No matter how secure
your technique, you won't be a secure performer until you can confidently memorize
music. Although some people memorize more readily than others, memorization doesn’t
require special talent. If you can learn to read and play simple pieces, you can also learn
to memorize and perform music confidently.

Like every other aspect of guitar study, secure memorization is an acquired
skill. To acquire this skill, you must avoid confusion and error when reading and
playing music on the guitar. If you're confused and making errors when reading a
piece, then that's exactly what you’ll memorize — confusion and error will become
part of your playing,.

Eliminating Confusion and Error

Confusion is caused by a lack of understanding. Perhaps you're unfamiliar with
certain areas of the fingerboard, or you haven’t mastered a complex rhythm. Or maybe
you haven’t sufficiently studied a challenging fingering. Whatever the reason, the result
is certain: Confusion disrupts your concentration, causing you either to make errors or
feel you're about to make errors. This, of course, destroys your security and confidence.

Fortunately, you can avoid confusion by carefully selecting and examining the
music you'reabout tostudy. By isolating and studying problem passages separately, you
can clarify any unfamiliar pitches, complex rhythms, or awkward fingerings.

Thus, since confusion is avoidable, most errors are also avoidable. Through
careful preparation, you can reduce confusion to a minimum, and you can often
avoid it altogether.

Most students give insufficient attention to confusion and error when learning a
new piece. They assume they can eliminate errors after memorizing the piece. Thus, they
develop powerful habits of error which they must laboriously try to correct. Students
who try to eliminate errors after memorizing a piece never perform as securely and
confidently as they could if they had developed habits of accuracy from the beginning.

When approaching a new piece for study, how soon should you begin eliminating
confusion and error? The answer is simple: You should eliminate confusion and error
before beginning to play the piece. You automatically begin memorizing from your
first reading, and this memorization tends to stick a little longer each time you play.
Thus, from the first reading, you should establish habits of accuracy, continuity,
and confidence.

-
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Selecting Music for Study

Since you'll be dealing with rhythms, pitches, and fingerings, youneed to carefully
consider the complexity of the music you select. If you choose music which is too
complex for your level of development, you'll either experience confusion and error, or
you'll have to work extremely slowly to avoid them. Both are undesirable. Always
select a piece which, with reasonable preparation, you can read and play without
confusion and error.

You should evaluate a new piece through the following procedure:

0 Scan the piece for rhythm problems. Are there any rhythmic
figures which you don’t understand? If so, will you be able
to solve them quickly?

O Scan the piece for pitch problems. Can you read all the
pitches? Beware of long passages on unfamiliar areas of
the fingerboard.

O Scan the piece for right- and left-hand difficulties. Does
the piece contain fingering problems which you don't read-
ily understand?

The purpose of this evaluation is to choose music that isn’t too complex. For now,
you should err on the side of caution when selecting music. Start with short and relatively
simple pieces — pieces which allow you to concentrate on securely developing your
reading and memorization skills.

Bear in mind, however, that the selection process doesn’t necessarily end once
youbegin thememorization procedure. Sustained concentration is essential to the memo-
rization procedure, and boredom is fatal to sustained concentration. Thus, be sensitive to
boredom as you work with a piece. If you must study a piece for so long that you
become consistently bored with it, then the piece isn’t suitable for your present
development.

The Four-Step Memorization Procedure

You'll develop the ability to memorize music accurately and securely through the
following procedure:

Step One: Pre-reading without the guitar.

Step Two: Reading and playing on the guitar.
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Step Three: Testing your memorization without the guitar.
Step Four: Securing your memorization on the guitar.
CAUTION: If you rush through any one step, the entire procedure will

collapse. Never go on to the next step until you can carry out the previous step
with ease.

Step One: Pre-Reading without the Guitar

Memorization and reading are closely linked. How quickly you memorize depends
upon your ability to accurately and securely read music. Guitarists who are good readers
are almost always more fluent at memorization. The reason is simple: Good readers are
seldom confused, make fewer errors, and thus build more accurate and secure habits.

At this point in your study, you should already be familiar with the Pre-Reading
Procedure (see pp. 12-13 and p. 23). If you're beginning to work with longer and more
complex pieces, however, you shouldn’t attempt to pre-read too much material at once.
The quickest and easiest way to work with a longer piece is to divide it into manageable
segments. Thus, the Pre-Reading Procedure must now be adjusted to allow you to
approach complex music without confusion.

If you're working with a relatively short and simple piece, you can go segment by
segment through Steps One and Two through the entire piece. If you're working with a
longer and more complex piece, you can divide it into musically logical sections and go
through all four steps of the Memorization Procedure with each section.

Proceed as follows, without the guitar:

U Carefully examine the music and decide how many measures
you can handle without confusion and error. This will be the
first segment. If the piece is long or complex, you may decide
to take only the first few measures. If you understand phras-
ing, take a musically coherent group of notes or figures.! If the
segment contains a particularly challenging figure, you may
need to take only two or three notes at a time.

O Clarify each rhythmic figure within the segment by counting
and directing the beat. As you count, determine the strong
and weak beats within the segment. Finally, clap the rhythms
as you count.

*For an explanation of phrasing, sce Part Three.
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O Now read and visualize the segment at a steady and mean-
ingful tempo, as though you were playing it on the guitar.
Count aloud, then solfege aloud as you visualize.! Repeat
this step until you can easily and accurately visualize the
segment.

As you become adept at solfeging a single part, you can further clarify the texture

of a piece by solfeging two or more parts in a slightly broken manner. The melody is
solfeged on the beat, the other part(s) slightly before the beat:

Ex. a.

If the upper part is the melody: “me-do, re, do”

A |

.
»
i

Ex. b.

If the lower part is the melody:

e

“do-me, fa, me”

When you've completed Step One with the first segment, you're ready to goon to
Step Two. But before you do, ask yourself the following questions:

« Have 1 carefully followed all the instructions within Step
One? o

» Can | do everything within this step with ease?

. Do | feel secure?

Aboveall, be patient. You're developing theability to focus and sustain your concen tration
— this is absolutely essential for reading and playing music on the guitar.

-

*For an explanation of solfege, sec pp. 209 - 211.
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Step Two: Reading and Playing on the Guitar

O When you've clarified and solved all potential problems with-
inthe segment, immediately play it on the guitar. Play it slowly
and without hesitation. First count aloud as you play the seg-
ment. Then solfege aloud as you play the segment. Apply the
Aim-Directed Movement concept for moving your fingers on
the guitar as you play.t

U Stop at the first sign of confusion. Be sensitive to errors as
you play, but also be aware that some errors are more
serious than others. If you occasionally miss or flub a note
but don’t hesitate, keep playing — you're building habits of
continuity, so you shouldn’t stop for a minor slip of the
fingers. But if you hesitate before, during, or after an error,
or if you repeatedly make the same error, you have a serious
problem which demands immediate attention. Determine the
cause of your confusion and use whatever part of the Pre-
Reading Procedure necessary to solve the problem. Hesita-
tions or repeated errors always signal confusion — if you're
confused, stop playing!

When you can confidently play the segment without hesitation, you're ready to
proceed to the next segment. Although you're not trying to memorize the piece at this
point, bear in mind that you'll inevitably begin to memorize an ything you play. Thus, to
build secure habits of continuity, always work on the segments in order — don’tskipback
and forth through the piece. Again, be alert to the slightest sign of confusion! You're

working to develop accuracy, continuity, and confidence — don'’t negate them by
ignoring confusion and error.

When you reach the end of the piece or section, read and play it at a reasonable

tempo. Repeat the entire piece or section as many times as necessary until you can
Pplay it securely and confidently.

o~ o Ll o - L] f-C)

As youread and visualize each segment in Step One, bear in mind that visualization
isn’t an end in itself. The only way to confirm your visualization in Step One is by
immediately going to Step Two and playing the segment on the guitar. Thus, as soon
as you can visualize a segment, immediately confirm it by accurately reading and
playing it on the guitar.

"For an explanation of aim-directed movement, see Part One, pp. 4 - 5.
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If you have difficulty reading and playing the music you've selected, your
problem may be one or more of the following:

-+ You're trying to pre-read too much at once. Never "try' to
pre-read more material than you can handle without confusion
and error. Gha o e

 Your study before playing wasn’t thorough enough. Clear
pre-reading is crucial. Be sure that you clarify all rhythms and
fingerings. Don’t try to play any material until you can visualize it
with ease. e .

~ «The piece is too complex. You can select a piece with some
technical challenges, but you should understand how to go about
solving them. Again, never select a plece that you can't study
without confusion and error. -

« The tempo may be too fast. Always begin with a tempo that
allows you to play with continuity and accuracy. Also, if the piece
requires a fast tempo to be effective and you can’t reach that
tempo within a reasonable time, you should choose a less de-
manding plece.

Whatever the reason, if you become even slightly confused as you try to play the
music, stop playing! By trying to push stubbornly through confusion and error, you'll only
ingrain extremely harmful habits.

Your aim in Step Two is to be able to play the piece or section without confusion

and error. Thus, never go on to Steps Three and Four until you can securely and
confidently play the piece or segment at a reasonable tempo.

Step Three: Testing Your Memorization

By becoming thoroughly familiar with the music, you're well along the road to
memorizing it. In fact, you may feel that you already have the entire piece or segment
memorized, particularly if it's short and relatively simple. If you believe you have the
piece or segment memorized, then the next step is to verify your memorization.

Never try to play music from memory until you’ve verified your
memorization through careful visualization away from the guitar.
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Proceed as follows:

U Set both the guitar and music aside. Hold both hands in
playing position as though you’re playing animaginary guitar.
Now visualize while solfeging the most important line (gener-
ally the melody) and moving your fingers as though you're
actually playing the piece — imagine your left hand at the
fingerboard and your right hand sounding the strings.! You
may find it easier to concentrate with your eyes closed. If
necessary, shift your focus of concentration between hands,
depending on which hand has the greater technical chal-
lenge. Proceed as slowly as necessary to avoid confusion and
error.

If you can accurately visualize the entire piece at least twice in succession, proceed
to Step Four. (If you've broken the piece into smaller sections, you should be able to
accurately visualize the entire section you're working on.) If you can’t accurately
visualize the piece (or section) in this manner, proceed as follows without the guitar:

Memorizing the Piece:

O Using the visualization process, decide how far into the music
you can securely visualize from memory. When you get to a
point where you’re uncertain of the next note, stop. Go back
to the score and examine the problem passage. Select a
musically logical phrase containing the problem passage.

U Memorize the rhythms by counting and clapping.

U Solfege the mostimportant line — generally the melody. Read
and visualize the segment several times, making sure that
you can clearly imagine the music unfolding under your
fingers. Then look away from the score and continue to
visualize. Repeat until you feel you have the segment se-
curely memorized.

O If you feel you’ve memorized the segment, test your memori-
zation through the “Testing Your Memorization” procedure. If
you can carry out this procedure with ease, proceed immedi-
ately to Step Four.

*Some teachers instruct their students to visualize the music itself, main taining a mental image of the
printed page. But reading a score — even a visualized score — is one step removed from realizin g the music
on the guitar. It's casier to play from memory by visualizing the piece as finger movements directly on the
guitar rather than as notes on a page.

|
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CAUTION: Once you’ve begun the memorization process, always study the
music away from the guitar — never read and play at the same time.

Remember, you're trying to securely memorize the music. If you continually play
from the score, you're simply delaying the memorization process. Of course, there’s no
harmin going back and forth between the guitarand the score. Examineand visualize the
music as often as necessary, and play each segment until you haveit securely memorized.
But keep the score and the guitar separated — you'll memorize more quickly and securely.

Step Four: Confirming Your Memorization

Play and repeat the piece or segment until you can confidently play it from
memory. When memorizing by segments, develop continuity by always beginning to
play from a point preceding each new segment. Continue in this manner until you reach
the end of the piece or section.

At first, you may occasionally need to slow down or pause to recall a passage. As
long as you hesitate deliberately and don’t become confused, a hesitation or brief pause
isn’t harmful. But if you can’t quickly recall the notes, or you find yourself grabbing for

notes in a hit-or-miss fashion, you should set aside the guitar and return to “Memorizing
the Piece” in Step Three (p. 218).

[ Lol =] -] [ L) L)

As a final test of your memorization, carry out the following procedure with
the guitar:

O Play the first measure, then (without touching the strings)
solfege and visualize the second measure, play the third
measure, solfege and visualize the fourth, etc. Continue al-
ternately playing and visualizing measure by measure with-
out hesitation through the entire piece.

O When you reach the end of the piece or section, repeat the
procedure, except this time begin by reversing the order —
visualize the first measure, play the second, etc.

0 Repeatthis procedure untilyou cando iteasily and secu rely.
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Summary

With patience and careful practice, you'll develop the ability to quickly and securely
memorize even longand complex pieces. Further, this procedure helps youbuild a secure
and enduring memory of music. Students often find that they can instantly recall and play
a piece which they had learned months or even years before.

Always observe the following as you study and practice the memorization
procedure:

aaaaa

« After vlsuallzlng and p!aytng a new piat:e, dnn't axpact that
_you'll necessarily be able to play it securely from memory a fow
hours later. In the beginning, you may need several reinforcement
-sessions of visualization and playing hature rt:ru securely mamu-
rlzaaple::a _ ; : b .

o Dun’t tnr!a memorize too mu#h ﬁr tan qulckly. Tﬁke whatauar

time you need to thoroughly analyze and learn the music. When

_you begin to work with longer and more mmple: ple:as,yntr can
. nmnnrlze them In muslcaliy Iogical sections. - ;

B e

. Baﬂa:lble. There are suma piac&s whlch maka cenaln parts nj
‘the memorization process Impractical. For example, although
solfege is extremely useful in clarifying the voicing of arpagﬂus,ﬁ
it's hardly practical to solfege every note of a rapid arpagglo at
perfarmanca tempo. Instead, visualize the chord and its fingering.
Then, if you're unfamiliar with the chord, play it to become ac-
quainted with its sound. Use your knowledge of harmony to rein-
force your memorization — identify each chord h}r name and hal- .
monic function if you can.

Above all, be positive. Remember, learning to memorize is a challenging process.
Your progress is directly affected by your attitude, so do not let minor setbacks destroy
your confidence. Properly pursued, this memorization process is extremely rewarding.
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Mel Bay’s Best-Selling
Guitar Method Products

Children's Guitar Method Vol. 1 (93833) — book, book/CD set,
cassette, (D, & video

Classic Guitar Method Volume 1 (93207) — book, book/CD set,
cassette, & (D

Complete Chet Atkins Guitar Method (93232) — book,
cassette, & CD

The Complete Carcassi Guitar Method
(9361ENSP) — book

Complete Jazz Guitar Method (95384) — book, €D,
Vol. 1 videa, Vol. 2 video, & 2-video set

Complete Method for Classic Guitar (93400) — book
Complete Fingerstyle Guitar Method (98722) — book & CD
Complete Method for Modern Guitar (93396) — book
Deluxe Gospel Guitar Method Vol. 1 (93921) — book

Easy Way to Guitar- Book A (93194) — book

Guitar Class Method Vol. 1 (93300) — book, cassette, & CD
Guitar Primer (93197) — book

Learning the Classic Guitar Part 1 (Shearer) (943é1) — book

Mastering the Guitar 1A (pééa0)— book, book/2-CD set,
& 2-CD set

Modern Guitar Method 1 (93200) — book, cassette, CD,
Pop VersionCD, video, & book/CD set

Juan SerranofFlamenco Guitar Baslc Techniques
(93632BCD) — book/CD set

You Can Teach Yourself® Blues Guitar (94499) — book,
book/CD set,cassette, CD, & video

You Can Teach Yourself® Classic Guitar (95119) — book,
book/CD set, cassette, CD, & video

You Can Teach Yourself* Country Guitar (94818) —
book, book/CD set, cassette, (D, & video

You Can Teach Yourself* Flamenco Guitar (95358) —
book, book/CD set, cassette, & CD

YYou Can Teach Yourself® Flatpicking Guitar (95190) —
book, book/CD set, cassette, CD, & video

You Can Teach Yourself® Guitar (94301BCD) — book,
book/CD set, cassette, CD, & video

You Can Teach Yourself® Guitar by Ear (95121BCD) —
book/CDset & video

You Can Teach Yourself® Guitar Chords (95120) —book

You Can Teach Yourself® Rock Guitar (94305) — book,
book/CD set, cassette, CD, & video
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MEL BAY PUBLICATIONS, INC., #4 Industrial Dr., Pacific, MO 63069

Visit us on the World Wide Web for: Complete product listing, Monthly Hot List
New Releases, Free on-line Guitar Sessions and Creative Keyboard Webzines

and Music Freebies at www.melbay.com * email us at email@melbay.com
Toll Free 1-800-8-MEL BAY (1-800-863-5229) * Fax (636) 257-5062

All Mel Bay products available from your favorite Music Retailer
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